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4 About theAuthor 


INTRODUCTION 


Guitar students typically spend a lot of time looking around for information that will take 
them to a higher level. When I was growing «p, it was very difficult со learn how to play 
jazz. There were no instructional videos, and the books that were available were just not 
very helpful. There were no guitar schools. Most students were self-taught and some 
took lessons, but really good teachers were very hard to find. 1 was lucky—l've had some 
great teachers. 


Today, there are videos, books, guitar schools, tapes, CDs and very talented teachers all 
over the place. But there is still something missing: books that give a complete overview 
of what you need to know to become a proficient jazz guitarist. Hopefully, chis series fills 
that gap. 


Any student who starts with Beginning Jazz Guitar and proceeds through the entire series 
Will be exposed to most of what they need to know to play jazz guitar. You will 
find some complex subjects in this book, as well as some very simple ideas that you can 
start to use immediately. Chapter | begins with a discussion of improvising over altered 
dominant chords. 


This book is not for beginners. It is for guitarists that have worked through Beginning Jazz 
Guitar and Intermediate Jazz Guitar, or have received the same sort of information else- 
where. To get the most out of this book you should be proficient with the pentatonic 
scales, blues scales, the major scale, diatonic harmony and chord scales, transposition, 
diatonic arpeggios, neighbor tones, triads, licks and formulas for extended and altered 
chords. 


Each lesson in the first two books had two seperate sections. The "A" sections dealt with 
harmonic principles and chord work while the"B" sections handled the topic of single-line 
improvisation. This entire book concerns itself with single-line improvisation. It starts 
right where the "B" sections in the intermediate book left off. Mastering Jozz Guitar: 
Chord/Melody starts where the "A" sections of the intermediate book left off. You may 
want to go through the book in order, or you may want to use it as a sourcebook of 
concepts and techniques to investigate in your own way. 


The concepts and exercises in this book are intended to inspire you for a lifetime of study 
and enjoyment. Since jazz improvisation is an ever expanding field of information, one 
never really finishes doing this work. Enjoy the journey. 


Introduction 
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(НАРТЕА І 
ТИЙШ Over Altered 
Dominant Chords 


Altered dominant chords are some of the most distinctive sounds in jazz. Much of the 
challenge and enjoyment of playing jazz comes from learning how to improvise using the 
altered tones from these chords. At times, this may seem like a formidable task, and in 
some repects, it is. The key is to digest this material a little at a time. 


Devi Before we move much further, let's define some vocabulary. You will see 
(ef E 5 

the term device quite often. For our purposes, a device is апу соо! that we 

and use for improvising. Scales, licks, arpeggios and melodic patterns are all 

Meas considered devices. Another term that will be used often is idea. An idea 


is simply any melodic inclination you may have at any particular time. 


If you have been improvising exclusively over unaltered diatonic chords, you are probably 
wondering how to start adding the altered tones. There are many ways, but we will begin 
by using scales. A chord with altered tones is a chord that contains а 5 (or #11), 5,9, 9 
ог any combination of these. Many students believe that you simply add these tones со 
existing scales and arpeggios that you already know. This is part of the picture, but there 
are many easier and more organized ways to accomplish the same end. There are different 
scales that contain these altered tones. Part of the task at hand is to learn which altered 
tones are found in what scales, then organize these scales in your mind and practice apply- 
ing them over the appropriate chord changes. The first of these scales we'll be talking 
about is the diminished scale. 


The formula (in half steps and whole steps) for the diminished scale is W-H-W-H-W-H- 
W-H. ; 


Here it is іп б, diagramed along each individual string where the formula is easy to see. 


THE G DIMINISHED SCALE 


Н = Half step 
W =Whole step 
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There are really only three seperate diminished scales possible. Because of the formula, a 


i | diminished scale beginning a minor 3rd higher than the original root will contain exactly 
| the same notes, although they are sometimes spelled enharmonically (for instance, С” may 
be spelled as FF). Think of the scale as repeating itself every time you play it a minor 3rd 


i higher. 
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The diminished scale is especially important in jazz improvisation because it has multiple 
uses. Obviously, it works well over diminished triads and diminished 7th chords. When 
you start this scale on the root of a diminished chord, the scale contains all of the chord 


tones of all four possible enharmonic spellings of that diminished chord. 
ta) L 
, 
со є ғ с? Ад? в? в E'dim7 Adim7 
E | - 
bs ^g 
Hp = 
A little less obvious is che diminished scale's use over altered dominant chords. When we ( 
apply the diminished scale to altered dominant chords (excluding the 5, since the dimished 
scale has a °S), we play the scale whose root is one half step higher than the root of the | 
chord. For instance, play an A* Diminished scale over an altered G Dominant chord. 
Example 5 shows how the °$ (or 511), '9, and 9 are included in the scale. 
АЎ) (0% | 
А? в” в: ct р Е Е G z 
o 
Xx e: n я 
5 уо bor o 2 i [ 
I 
bg ю 3 Wes 5 6оз "7 R 
The scale tones as related to the G dominant chord. R = Root f 
Example 6 shows the chords this scale can be used over. | 
6775 G79 G7'9 SE 675509 
b j ф [ 
ә < > to 
р == == эн 
-8--Е-5-нНЕ-53-Н38-НЕ-8-4 


Part of your training as a jazz musician is 
to learn to recognize the sound of altered 
tonés in chords. This will help you know 
which scales to use and what notes to 
emphasize. Ear-training is beyond the 
scope of this book, but it is well worth 
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your time to investigate this subject 
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Here are four fingerings for the diminished scale in G. Memorize and practice them with 
melodic patterns that you know. Also, just spend some time noodling around with them. 
This will help you get aquainted with the sound. 


THE G DIMINISHED SCALE 


m 


ш 


ш 


These fingerings require quite а few shifts from one position to another. When practicing 
shifts, try to make it sound like there was no shift at all. Do not slide into position or 
lessen the time value of any note to get to the next note in time. If you are shifting from 
your fourth finger to your first finger оп the same string, listen to how it sounds when you 
play the first note with your first finger and the second note with your third finger. Then 
try to duplicate that sound with the correct fingering. Your listener should not be able со 
hear the shift. 


Some players prefer to look at this scale as the "half-whole" scale when it is used over 
altered dominant chords. The scale still alternates whole steps and half steps, it's just (һас 
you start with a half step instead of a whole step, as in the diminished scale. If you prefer 
this way of thinking, then the scale would begin on the root of the altered dominant chord 
instead of a half-step above. It's a matter of personal preference. Experiment. 
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Here is a sampling of licks based on the diminished scale. Memorize the ones you like and 
start using chem over diminished and altered dominant chords in your solos. The tablature 
provided shows only one of the possible fingerings for these licks. Experiment playing 
them in all possible fingerings. Try making up licks of your own, too. 
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Here is an example of the diminished scale used in the chord progression from the 
first sixteen bars of Duke Ellington's “Take the "A" Train.” Listen to Joe Pass and Wes | 
Montgomery for their frequent use of the diminished scale. 
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This scale is very useful for soloing over altered dominant chords. Here is the formula for ype 
the whole tone scale: W-W-W-W-W-W. се 


The following diagram shows the C Whole Tone scale along single strings. 


THE C WHOLE TONE SCALE 
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There are really only two whole tone scales. Because of the arrangement of whole steps, 
whole tone scales beginning from every other note on the chromatic scale contain identi- 
cal tones (remember that we сап enharmonically respell any note). Or, you can think of 
the whole tone scale as repeating itself every major 2nd 


Look at the last note of the C Whole Tone scale in Example 15. On paper, the last note, С, 
looks like a diminished 3rd (А? to C) instead of a major 2nd (А? to В), which are both 
whole step intervals. This makes the last interval in the scale look unlike a whole step on 
paper. The enharmonic spelling, C. is used because the B' is more difficult to read. 
(в?) 
Ç DE f б АЁ С 


T 
EE fo e fo Em 


ж > т" 
The C Whole Tone scale contains the same 
notes as the D, E, Р, G! (А?) and A! (В?) 
Whole Tone scales. 
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The whole tone scale contains both the #5 and 75 of dominant chords. You may start this 
scale from any tone іп a dominant 755 or dominant 75 chord. Example 17 shows the С 
Whole Tone scale and the chord cones it contains. Example 18 shows some chords the 
scale will work over. 
ch ©) 
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1 
17 = bor s= 
P x» 
R 9 з "sah 5 ^ R 
The scale tones as related to the G dominant chord. 
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Here are five fingerings for the C Whole Tone scale. Memorize and practice them from all 
roots. Be sure to apply your melodic patterns too. 


THE C WHOLE TONE SCALE 
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Here are some licks based on the whole tone scale. Learn the ones you enjoy and start I 
using them over dominant chords with a 5 ог?5. Making up licks of your own is something ! 
you should be doing all the time. It's a good way to get to know the scales you are 
learning. The licks you learn should always be practiced in all fingerings and octaves. The 
tablature is only here to give you a quick start. 
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This solo із based on the chord progression from the first sixteen bars of Once I Loved, by 
Antonio Carlos Jobim, and utilizes the whole tone scale on 755 chords. It also uses the 


diminished scale over both diminished chords and altered dominants. 
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1Е55ОМ 3 THE-SUPER LOCRIAN МОРЕ; 
DIMINISHED WHOLE TONE SCALE) š> `: 


The formula for the super locrian scale is: H-W-H-W-W-W-W. It is actually the seventh 
mode of the melodic minor scale. By starting on the seventh degree of the melodic minor 
scale and proceeding to the same note one octave higher, you create a super locrian mode. 
This scale is a weaving together of the diminished and whole tone scales. The first half of 
the scale is diminished and the second moves in whole tones. Learn the scale along indi- 
vidual strings. Here it is in E. 


THE E SUPER LOCRIAN SCALE 
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This scale has multiple uses. It works well over min7'S (half-diminished) chords since іс 
corresponds to the vii chord in the harmonized melodic minor scale. We will discuss chis 
harmony in greater detail later in this book. 
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By far the most common use of this scale is over altered dominant chords. It contains the 
55011),85,9 and !9—every possible alteration! Begin this scale on the root of the altered 
dominant chord you wish to improvise over. Some players prefer to think of this as starting 
on the root of the melodic minor scale one half step above the root of the altered dominant 
chord. In other words, when improvising over an altered G7 chord you could think in 
terms of playing an A’ Melodic Minor scale, instead of a G Super Locrian scale. It all leads to 
the same place and is a matter of personal preference. 
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3 Here are six fingerings of the super locrian scale. As usual, memorize опе or two at first 
| and start working with them. 


Here are several licks based on the super locrian scale. Transpose them to all possible 
keys and start using them in your solos. Experiment with different fingerings, too. 
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There are many ways to solo over altered dominant 
chords, and we will cover many of them in this book. The 
diminished, whole tone and super locrian scales should 
be considered basic. Learn these well and you will find 
them useful in almost every situation where altered chords 
are present. Veteran jazzers Tal Farlow, Wes Montgom- 
ery, John Scofield and Pat Metheny all use these sounds. 
Listen to alot of jazz played on all instruments and you 
will become familiar with these devices. 


Pot Matheny 
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This is a sample solo based on the first sixteen bars of How High the Moon. It utilizes the 
diminished, whole tone and super locrian scales. Experiment with the fingerings! 


GMaj7 


с? 


bg 


1-4 


3 


= 


E*Maj7 Amin? D7*9 omy Атіп??5 D7'9 
” ГА 
телі: бэсрэг армен 
oe -- == Ao = j 
D Super Locrian_ — D Super Locrian. , 
T : 58467764} 2; 4-2-4-2-6-1-5-41 
; — = 
$ 5-6 5—3- e | x 5- E 47- 
GMaj7 Bmin E759, Атіп? 07% 
£ ~ 3 
Tm eem == r a; 
== 10005042 2 
D Diminished - -. E Super Locrian., D Super 
Locrian 
2 4 4-5 5 7—8- 5 = Ч 2-5 7-5 -5- 
Ев 5--4-2-4-5-8--Ғ m + 5-1-5 6—63) 


Chapter I—Improvising Over Altered Dominant Chords 


21 


; LESSON E USING, THE ALTERED: SCALE OVERA 


нул PROGRESSION 


Now that you have started experimenting with the altered tones found in the diminished, 
whole tone and super locrian scales, you may be wondering just where these sounds are 


most useful. 


The answer is: any time you need to improvise over an altered dominant chord. Many 
times this will be in the context of ii-V7-I progressions, although altered chords are cer- 
tainly found elsewhere as well. It is traditional to alter the V7 chord in ii-V7-l progres- 
sions. Just make sure that the altered tones don't clash with the melody or solo being 
played at the time. Good taste should dictate your choices. 


You need to be able to recognize the altered sounds within the chords, and then choose 
the appropriate scale to solo with. One reason altered tone recognition is so important is 
that we need to spell out the chord changes in our solos by starting phrases on chord 
tones. Spelling out the changes refers to making sure we can actually hear the chord changes 
in the solo—even if there is no chordal accompaniment being played. .If this concept is 
new for you check out the "B" sections in Chapter 2, Lessons 3 through 7 in Intermediate 
Jazz Guitar. 


Many players like to start their phrases on the highest alteration in the chord. For ex- 
ample, when playing over a 7159, starting a phrase on the 99 would really capture the 
flavor of the chord. You should feel free to start on any chord tone. You will have to 
experiment and let your ear be your guide. 


Below, you will find many examples of the use of altered scales over ii-V7-I progressions. 
You will also find examples of neighbor-tone approaches to chord tones to help with 
spelling out the changes (neighbor-tone approaches are covered thoroughly in Chapter 2 
of Intermediate Jazz Guitar). Once you have learned these examples, start making up your 
own. The task at hand is to learn to get from whatever device you are using to improvise 
over the ii chord со the altered scale of your choice for che V7, and finally to a device that 
works well over the I chord. Becoming proficient at this takes a while, so have patience. 
The good news is that as you pursue this study, you will gain more control over your solos 
than you could ever imagine. The options are numerous and so are the potential melodies. 


Have fun! 
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You should be getting comfortable using the diminished, whole tone and super locrian 
scales within the context of ii-V7-I progressions. Make sure you are training your ear to 
recognize the various altered tones when you hear them. While all of this training leads to 
some very powerful improvising skills, there is still another step that will help you locate 
your altered tones more easily. 


In Intermediate Jazz Guitar you learned some fingerings for the diatonic arpeggios. At that 
point, you were learning how to start your phrases from chord tones and how to embel- 
lish them with neighbor tones. Now that you are playing over chords with altered tones, 
you need a system to quickly locate those tones not found in the diatonic scale. Don't 
panic! You don't need to learn a new set of arpeggios. The system that follows is a quick 
and easy way to memorize where all the altered tones are in relation to a chord's root. 
Thit.k of these as small isolated clusters of altered tones—not scales, and not arpeggios. 
These clusters should be memorized. You will actually find them very easy to learn. 


Here's how you use altered clusters: Your ear tells you that a CPS chord is being played. 
You decide to start your phrase from a chord tone. You locate a 755 cluster and begin a 
phrase with one of those tones and continue on with Whatever device comes to mind. 
These clusters are particularly helpful when the chord changes are moving along quickly 
and there is no time to really develop a scale idea. Hitting one of the chord tones ensures 
that you will still be spelling out the changes. This is a more effective way to begin phrases 
and reinforce the altered sounds than only working with scales. 


There are eight different kinds of altered clusters shown here (755, 715, 79, 79, 759, 
75519, 7519 and 75599) and there are five clusters shown over the fingerboard for each one. 
Each cluster has a root (R),a 3rd (3) and a 7th (7) in addition to whatever altered tone(s) 
there may Бе (5,5, or 9). The natural 5 is also added to those clusters in which there 
is no altered 5. Playing these clusters will help you hear the basic structure of the chords. 


Pat Martino 
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Here are some examples showing the use of altered clusters. Each example is shown in 
one position and octave. It is very important to play all of che examples in all possible 
fingerings and octaves. By this stage of your development, this process should be consid- 


ered basic and routine with everything you learn. 
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LESSON 6: REVAMPING LICK 


You can alter a lick you already know by chang- t 
ing some of the notes to fit various different har- ( 
monic situations. Revamping your licks in this | 

manner is a very good way of getting more mile- ( 
age out of them. It will also guarantee that you 


always have enough ideas to use for all the vari- 
ous altered chords. 


In Example 52, the original lick (A) is put through [ 
a number of alterations (B-L). Put some of your ! 
own licks through the same changes. ( 
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The Minor Scales and 
Their Modes 


In this chapter you will be learning about the melodic and harmonic minor scales and 
their modes. Learning this material will give you more ways to handle altered dominant 
chords and other interesting harmonic situations you will encounter later in this book. 
Take your time with this. This chapter serves as a basic overview of the subject. For a 
complete study of each mode, | suggest you work through the Guitar Mode Encyclopedia, 
also published by Afred and the National Guitar Workshop. 


These sounds have been used for centuries in many different contexts. Listening to 
players such as Frank Gambale, Scott Henderson, Mike Stern and John Scofield will show 
you how these sounds work in the contemporary jazz style. 


The three minor scales that are most commonly used in our culture are the natural 
minor, the melodic minor and the harmonic minor. The natural minor scale is the same 
as the Aeolian mode and was introduced in Intermediate Jazz Guitar. 


Traditionally, the melodic minor scale is thought of as a natural minor scale with raised 
sixth and seventh degrees, but only іп the ascending form. The descending form returns 
to the natural minor. The reasons for this have to do with melodic compositional devices 
used in classical music. In this book, and most others involving jazz studies, the term 
"melodic minor" refers to the ascending form only. Some jazz musicians call this scale 


the “jazz minor.” 


You should approach the study of the melodic minor scale the same way you worked 
with the major scale in the previous volumes of this series. The first step is to check out 
the fingerings. They are labeled based on the string and finger used to play the lowest 
root in the fingering. Fingering 6/1 means that the lowest root found in the fingering is 
on the sixth string and played with the first finger. 5/2 would indicate that the root is 
found on the fifth string and played with the second finger. 


This system of labeling fingerings works well for the major and minor scales. Fingerings 
for the other scales we have studied thus far in this book do not fall so neatly into this 
system. In any case, most of the things you learn need to be explored in all fingerings— 
not just the ones used for examples in this book. In the subsequent lessons we'll take a 
look at the chords and modes generated by this scale and their applications. Following 
all that we'll investigate some arpeggios related to this scale. 
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The formula for the melodic minor scale is: W-H-W-W-W-W-H. Most players prefer to 
think of this scale as a major scale with a '3. The following diagram shows the scale in F 
along single strings. 


THE F MELODIC MINOR SCALE 
ez 


Here are six fingerings for the melodic minor scale in locked positions. They are shown 
here in the key of A Minor, but you should move these around the fingerboard to all the 
keys and practice them with a variety of melodic patterns. - 


А MELODIC MINOR 
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LESSON 2: THE MODES OF THE + .. 


MELODIC MINO ALE + 


Just as artists need a wide variety of colors from which to choose, jazz musicians need 
many sounds at their disposal. Generating modes from the melodic minor scale creates 
seven new scales which we can then use over various types of chords. Example 52 shows 


the chords and then the modes generated from the melodic minor scale. Remember that 
each mode may be used over the corresponding chord with the same root. For instance, 
F Lydian 57 (the fourth mode of the C Melodic Minor scale) can be used over F7 (the IV 3 
chord of the same scale). 
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Transpose this scale and its modes to all keys. 
Ч —————— 
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Here are applications for the modes of the melodic minor scale. All of these work be- 
cause the altered tones of the chords listed іп the applications are contained in the mode. 


Ш MELODIC MINOR SCALE 


Application: 1. As a progressional scale over any of the chords in the harmonized melodic 
minor scale. 
2. Starting at the root of minor triads or minor sixth chords. 
. Starting 1/2 step above the roots of dominant 75, 745, 79, 719, 7559, 7'5°9, 
7199 and 759. 


- 


4. Starting on the Sth of dominant chords with #11 ог 5. 
5. Starting on the 6th of major chords with a 15,5 or #11. 
(see poge 37 for fingerings) 
Ш DORIAN '2 
Application: 1. Starting at the root of min7 chords. (This is rarely used because the 


second degree of the mode is one half step away from the root of the 
chord creating the sound of a'2 or '9—not a very pleasing sound over a 
minor chord.) 

2. Starting on the root of a 799505 chord. 


Here are two fingerings for this mode in B, and two typical voicings of the chord it can be 
used over. 


Ш LYDIAN AUGMENTED 


Ili: Starting from the root of major chords with 15,5 or 11. 
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Ш LypiaN 7 


АЛЕ Starting at the root of dominant chords with or without a !!1 or s. 
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B LOCRIAN 2 


4рїшїїй: Starting at the root of half diminished chords. 
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1. Starting at the root of half diminished chords. 


2. Starting at the root of dominant chords with any combination of altered 


Sths and 9ths. 
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LESSON. ARPEGGIOS INTHE 
xMELODIC MINOR SCALE ` 


As you have learned, the melodic minor scale produces the following types of chords: 
min'7, min7, Ма(755, dominant 7 and min75. You should already have plenty of Maj7, min7 
and dominant 7 arpeggios at your disposal from either your own studies or the previous 
book in this series, Intermediate Jazz Guitar. With that in mind, here are some arpeggio 
fingerings for the more unique chords found in this scale. Like the others, you should 
know these in all keys. 


те салат, 
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Just as the major and melodic minor scales provide us with many interesting sounds, the 
harmonic minor scale has many useful devices to offer. 


The formula for the harmonic minor scale is: W-H-W-W-H-W^H-H. Many players prefer 
to think of this scale as a natural minor scale with a raised seventh degree. Its distinctive 
feature is the augmented 2nd between the sixth and seventh degrees (W+H steps) 
Remember, the natural minor scale is the same as the Aeolian mode generated from the 
major scale. 


The following diagram shows the E Harmonic Minor scale along single strings. 


E HARMONIC MINOR 


Here are six fingerings for the A Harmonic Minor scale. 


A HARMONIC MINOR 
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LESSON 5: :THE MODESÍOF THE HARMONIC; 
"MINOR SCALE - 


As with the modes of the major and melodic minor scales, when we generate modes from 
the harmonic minor scale we create seven new scales to use over various types of chords. 
Example 54 shows the chords and then the modes generated from the harmonic minor 
scale. Remember that each mode may be used over the corresponding chord with the 
same root. For instance, the 3rd Mode (lonian !5—the third mode of the A Harmonic 
Minor scale) can be used over CMaj7!5 (the Ш chord of the same scale). 
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1 Here are applications for the modes of the harmonic minor scale. All of these work because the altered tones of 
Ї the chords listed in the applications are contained in the scale. 
| 
| Ш HARMONIC MINOR SCALE 
| 
Application: 1. As a progressional scale over any of the chords in the harmonic minor scale. 
2. Starting at the root of minor triads or min'7 chords 
3. Starting at the 4th of dominant chords with a 55 and/or 9 
4. Starting at the Sth of dominant chords with 15,5 or #11. 
ч Ш 2ND MODE (LOCRIAN 6) 
Application: Starting at the root of half-diminished chords 
т 
18-20 
1 | 
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Ш 3RD MODE (IONIAN 5) 


Application: Starting at the root of Ма(755 chords. 
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Ш 4TH MODE (DORIAN Ч) (LYDIAN 7) 


Application: Starting ас che root of minor chords. 
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Ш 5TH MODE (PHRYGIAN DOMINANT) 


Application: Starting at the root of dominant 7th chords with or without #5 and 9, 


B 6TH MODE (LYDIAN 0) 


Aplicati: Starting at the root of Maj7 chords with or without a !!1. 
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Ю 7TH MODE 


Application: Starting at the root of Diminished 7 chords. 
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The harmonic minor scale produces the following types of chords: min'7, half diminished, 
Maj715, min7, dom7, and dim7. The only one of these types of arpeggios we haven't al- 
ready covered are those for the dim7— so here they are. 
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1075--ү7954 mín7 7 PROGRESSION 


b 
The iimin7'5-V7'9-imin7 progression is often referred to as the minor ii-V7-I, These | 
harmonies can all be derived from the harmonic minor scale. One common way со impro- 
vise through these changes Is to just use the harmonic minor scale whose root matches ! 
that of the I chord. Ë 
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m M onm 


ice Sea 5کک کک‎ 


“4 A Harmonic Minor. 


Ч 4—5—4—2—1 


You can also treat each chord іп the iimin7'5-V7'9-imin7 progression separately. For | 
instance, for the ii min7'5, you can use minor ideas that have a root a minor 3rd above the 
root. So, in the key of D Minor, С Minor ideas would work over Emin7'5 (ii in D) because 
Gminé and Emin7'5 contain the same notes (E-G-B'-D). For the V7'9 you can use a dimin- 
ished scale. For instance, а B Diminished scale would work over А79 (V7 in D). You сап 
think of this from two different perspectives: 


1. As you learned on page 8, you can use a 


diminished scale one half step above the " 4 
: 3 5 7 9 
root of a dominant chord that contains А79 (rootless) с Ё i в 2% 
а/9. В Diminished scale is one half step 3 € 
above the root of the А79 chord. ‘enharmonic equivalents [ Е 
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illustrated in the chart on the right, a die . f 6 
rootless A7'9 has the same notes as a ! js 
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When you get to the imin? chord, simply use any minor device you like. oe Ї 7 
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(HAPTER 3 


Using Arpeagios 


By now, you have accumulated many different arpeggio fingerings and are becoming adept 
at starting your melodic lines from chord tones (with and without the application of neigh- 
bor tones). At this point, you may be wondering what else you can do with all of these 
arpeggio fingerings. One of the more interesting things you can do is to superimpose an 
arpeggio of one type over a different type of chord with a different root. To superimpose 
means “to lay one thing on top of another.” When you superimpose the sound of one 
chord over another unrelated chord, you can imply the sound of yet another. Experiment- 
ing with this device will lead you to discover many new sounds, some of which will be 
uniquely yours. This will give you new ways to target altered tones as well. Check out 
these examples, then search for some of your own. 
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PLAYING OUTSIDE AND PLAYING INSIDE 


Before you are introduced to laying melodic patterns around arpeggios, it is important to 
discuss another concept that is important in jazz: playing inside and playing outside. Playing 
inside refers to a type of improvising where the melody fits perfectly within the harmonic 
context of che chord changes. Playing outside means that the melody actually falls beyond 
(or outside) the harmonies produced by the chord changes. 


Why would anyone want to play outside the harmony? Won't it sound out of tune or 
"wrong!" When well executed, playing outside produces a feeling of excitement or ten- 
sion in a solo. It keeps the listener interested and gives a solo а feeling of "forward 
motion.” A skillful improviser can step outside and then back inside before you even know 
it. It takes a while to get the hang of this. Experience and listening will be your best 
teacher. Playing outside for the sake of weirdness is usually not very tasteful, so it is 
important to develop a sense of balance. Listen to players like John McLaughlin, Miles 
Davis, John Coltrane, Wayne Shorter and Scott Henderson for some of the most daring, 
yet tasteful examples of outside playing. 


One device that works well for adding this element to your playing is the use of melodic 
patterns based around arpeggios. You simply begin a melodic pattern from each tone in an 
arpeggio's fingering. If you use this too often, or for too long a time, this device can give a 
solo a very mechanical sound, so use it sparingly. Patterns with close intervals (a 3rd or 
smaller) will sound more traditional, while wider intervals (4ths and larger) will sound 
тоге modern and maybe even outside. Study the following examples and then try creat- 
ing some of your own. 


Melodic Pattern Amin7 Arpeggio Shape 


Ee 4--- 


@ = Arpeggio Tones 


50 Chapter 3—Using Arpeggios 


Melodic Pattern 


Dmin7 Arpeggio Shape 
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¿AROUND | CHORD S APES .; 


This is just like the previous concept, except you play “һе patterns around the physical 
shape of a chord on the fingerboard instead of an entire arpeggio. Sometimes this will be 
easier to visualize than an entire arpeggio shape. Experiment with many different chord 
shapes. Its really hard со run out of ideas with this. It is usually important to resolve on 
chord tones as it will bring your line back inside. 


Chord Shape 
E79 


x1134x 
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х= Double sharp. Raise the note 
two half steps (one whole step). 


Examples 66 and 67 illustrate that the melodic pattern doesn't have to start on a chord tone. 


Chord Shape 


Melodic Pattern 
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CHAPTER 4 


Hht-Tone Scales 


The use of eight tone scales in jazz became popular in the ‘40's and have since become a 
familiar sound. They are made by adding an additional tone to a major scale. There are 
many more eight-tone scales than there is room for in this book, but you should get a lot 
of mileage out of the two shown below. 


This scale works very well over both the ii and the V7 chord in a ii-V7-I progression. It 
also sounds great over dominant 7th chord vamps. It is a major scale that includes both 
the natural 7 and the 7. Here it is in C. 


This scale works well over major chords. It is a major scale that includes both the 5 and 
15. It has a very smooth sound. 
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Here are some phrases illustrating the use of these eight tone scales. 


Gminz FMaj7 
D ABE dare i 2 
10 $1 EE 122171 X =: Hu 
Track 7 3 
2 Eight Tone ii-V7 Scale _ _ ElgitTónelScal8- а zn 
mmm 5—4—3 —— 3157 = 575 
EB 5-7-3 7 7 


1 $1 2 ot 2272 P 

Track 

37 Bight Toneti-V7Scdle E l J l U а , Eight Tone I Scale _ _ _ _ 
ЕЕ ae a E TTS = =——— 
ЕЕ 5 8 


Gmin7 


n = Ex 
—1---f- >= T 5 
2 ¬ 
Ne Eight Tone й-у75$сае_____________ ена COB 24221228 
Т 8—7—6 5—10—9— 8—6- 5 +0—8- 
ЕТ Е ы оос — -ю- 30 
ER 5-8 1 
te b 
Р ebe 
n БЕН === ЫГ = 
: LEM == 
° == A =] 
Ta“ Eight Tone ii-V7 Scale 
p76 s 5-5-5-5-8-8 Жаса 


T 
E 


54 Chapter 4—Eight-Tone Scales 


% 
Е. 


CHAPTER S 


Connecting Your Ideas 


At this point you have many improvisational devices at your command and even have some 
pretty good flashes of inspiration now and then. If you feel you are starting to sound like 
а mass of devices and short unrelated ideas, then it is time that you start to consider each 
of your solos as a whole. A good solo generally has three parts: an opening, a body and a 
conclusion. Master improvisers may include several cycles of all three parts in a longer 
solo. This concept is explored in the CODA section of Beginning Jazz Guitar. Long smooth 
lines that connect the parts of your solo are a sign of musical maturity. Have patience; this 
is a lifetime study and being 10056 satisfied with every part of your solo is a rare occur- 
rence. That's OK. This sometimes frustrating factor is part of the process that helps us 
improve. Remember to enjoy your own progress and to pat yourself on the back once in 
а While. Here are some ideas that should help you create longer lines and more logical 
solos. 


This is exactly what it sounds like. You take two or more short ideas and connect them 
chromatically with half step, scalewise movement. It is usually a good idea to start and end 
on chord tones. This will cause your line to start from the inside, step outside for a while 
and then resolve smoothly back inside. 


смар 
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Idea #1 , Chromatic Connection. 
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When first learning со improvise, many players tend to stop and wait when the key center 
changes, then begin playing again when the new key is established. This can be a very good 
stylistic technique, however, when beginners do it, it can reflect a limitation in their ability 
to travel from key to key smoothly. This lesson will introduce a technique that will help to 
overcome this shortcoming 


Consider the following chord progression in Example 78. It travels between two key 
centers. The first two measures establish the key of F while the third and fourth measures 
establish the key of б. The last four measures are back in the key of F again. 


ii of F V7 of F ii of G v7otG 
бітіп? (974 Amin? 07 
a = есы ZA 
ii of F V7of F lof F = 
Gminz с? FMaj7 
с Z AP PPP HP DP PD TY а 


Now look at each scale. 


The obvious differences between scales are the F in the F scale as compared to the F in 
the G scale, and the B in the F scale as compared to the В іп the G scale. 


F Major 
o— 
19 i x e x ] 
— | 
G Major АСА 
[3 — === 
—— 


The effectiveness of this technique is based on the idea that the movement of a half step 
is a very powerful sound. So, while playing the F scale in the first two measures, we make 
sure that our last note in measure two is either а В? or an F. The first note in measure 
three should either be a B or an Е, thereby creating a smooth half-step transition from the 
key of F to the key of G: F to Fl, or В to B. The transition back to the key of F from 
measure four to measure five would work the same way, but in reverse: F to F or B to B* 
It won't take long to learn this technique and the investment of time and energy wiii pay 
dividends in the form of much more musical lines. 


Use the CD that is available with this book, or a recording of yourself playing the chord 
progression, to try this technique by playing along with Example 80 . 
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Here are two examples demonstrating ways to accentuate the difference between keys 


using movement in half steps. The notes involved are highlighted. h Ë 
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This idea is easy to execute and quite effective. Repeating an idea in different octaves 
creates the illusion of one very long line. 
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The element of rhythm can connect ideas very well. You can play several different melodic 
ideas with exactly the same rhythm. The rhythm then becomes a motive in itself, and the 


different ideas it is applied co will seem connected. 
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The idea here is со find one melodic idea that will work over a series of different chords. 
You need to have a strong knowledge of chord formulas to accomplish this. 2 [ 
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The diatonic connection is a technique that works well over diatonic chord progressions 
(progressions that include only chords found in the key). It enables you to turn one lick 
into as many as seven—one for each of the diatonic chords in a key. 


Start with a lick chat sounds good over the I chord, then raise each note іп the lick one ~ 
scale tone, You now have а lick for the ii chord. Repeat the process from this chord and 
a iii chord licks appears. While playing over a diatonic progression, these licks would 
provide a nice clean, connected sound. This is also a good way to compose licks. 


Emin 


Ч 


5 
5 Ч 7 5 5 
5- 7 — وو‎ Em + 74 
r= 7 6 75 
= < It Ss I 
G7 Amin7 Bmin7*5 CMaj7 


eee Be 


Chapter $— Connecting Your Ideas 61 


88 


(0 рд A Medley of Suggestions and 
Musical Concepts 


There is no way a single book can discuss every improvisational device that musicians use. 
This series has presented the major concepts of the study of improvisation. Here are 
some more ideas that you should explore on your own. 


ЕБ EXTENSIONS USING : 


B.PENTATONICS % 


Most players use major and minor pentatonic scales in the most common way: starting on 
the root of major, minor and dominant chords. Some dramatic new sounds can be discov- 
ered by starting your familiar pentatonic fingerings on chord tones other than the root. 
This will allow you to play on the upper extensions of the chord, producing more interest- 
ing and modern sounds. Check out Power Pentatonics by Erik Halbig, available at your local 
music store, for a really complete picture of this subject. Here are some ideas to get you _ 
started. Ч 


p ГАС 2 
For major chords... major pentatonic starting on the root, Sth E a 
or 9th of the chord. i 
For minor chords.... .minor pentatonic starting on the root, Sth - à 
or 9th of the chord. 2 1 
For dominant sus 4 chords......major pentatonic starting on the root or Ge 
17 of the chord. 22 
For dominant 7th chords...... major pentatonic starting a "5 above the root G- Pours 


with altered Sths and 9ths of the chord. 


EXTENSIONS: 


EIORDS 


You can look at a 13 chord as a 7 chord with a major or minor triad a whole step above it. [ 

CNaj13 сіз Стіпіз € 

€ 

фо Major Triad Ape Major Triad D Minor Triad — 
сма 4 ct Cminz i B 
ж 

‹ 

It is interesting to play ideas over a chord that are normally used for the triad formed Бу | £ 
the upper extensions of the 13 chord with the same root. In other words, you can play 
D Major triad ideas over a CMaj7, because the upper extensions of CMajl3 (which is, as 
you know, a good substitution for CMaj7) form a D Major triad. Experiment. Many 

modern players such as Robben Ford think this way. 
[ t 
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Some players like the sound of very wide interval leaps in their playing. This style of 
playing really helps to build strong technique, though at first you may find the fingerings 


difficult. 


One way to practice this is to learn to play major scales in consecutive 4ths, Sths, 6ths and 
7ths. This will get you used to the sound and the physical demands. Playing this way will 
add interest to your solos, but overuse leads to tedium for most listeners. For more 
interesting effects, create licks that mix consecutive 4ths, Sths, 6ths and 7ths. Listen to 
Joe Diorio's playing. He is a master of this style. 


This technique creates ultra-modern sounds by taking a line and raising or lowering a few 
of the notes to other octaves. It produces a rather startling and unpredictable effect. 
Sometimes the fingering is difficult but it is usually worth the effort. 
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A great way to play outside is to take a lick and move it around the fingerboard. The only 
catch is that you need to move it around in а symmetrical pattern, like half steps, whole 
steps, minor 3rds or whatever you can dream up. The ear will accept these sounds even 
though you ave leaving the key center because of their symmetry. The listener will "track" 
the symmetry more than the relationship between melody and harmony. Be sure to re- 
solve to a chord tone! 
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